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Approaching the Audience: Introduction to the Study 
 
 During the Allied Occupation of Japan (1945-1952), female audiences, particularly 
children and teenaged girls, became the intended market for censored cinema content 
designed to support the democratic re-education of the Japanese populace (Allen 1945). With 
the creation of new roles for young female citizens in everyday life under the 1947 
Constitution of Japan, early postwar cinema characters and narratives modeled the new rights 
and powers that were then becoming available. Yet an ethnographic approach gives a more 
conflicted picture of the cinema audience who viewed these narratives, revealing that an easy 
inference of mass female viewership from female-oriented film content, marketing, and 
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censorship is not supported by the memories of female viewers of the era. In order to better 
understand the complicated relation of young female audiences to Occupation cinema and its 
censored content, this article analyzes the memories of a number of female viewers who 
engaged with the cinema and its stories between 1945 and 1952. This article argues that any 
attempt to assess the impact of initiatives for social change must engage with stakeholders to 
identify the significant gap between rhetorical claims for change, or propaganda, and 
everyday lived experience. In the case of postwar Japanese cinema, this kind of engagement 
also teaches a number of important lessons for how we study cinema culture, such as the need 
for a skeptical approach to box office statistics, and the necessity for nuance in making 
claims about reception trends.  
 
 Guided by the large number of young female characters in early postwar Japanese 
film texts, as well as by Allied Occupation communications outlining the importance of 
reaching female media consumers (see Tsuchiya 2002; Conde 1965), I began an ethnographic 
study of postwar cinema-going in Japan with the expectation that a significant majority of 
participants would be female. I found, however, that women were more reluctant than men to 
speak with authority on this era of viewership, as female study participants reported restricted 
access to the cinema theater between 1945 and 1952. Investigating the factors that kept young 
female viewers away from the cinema allows us to explore the potential impact of a 
disproportionately small female audience on Occupation-era attempts to use the cinema for 
re-HGXFDWLRQSXUSRVHVDIWHU-DSDQ¶VGHIHDWLQ:RUOG:DU,,DQGWKH)LIWHHQ<HDUV:DU-
1945). The ethnographic material analyzed in the following pages was collected between 
2014 and 2018 in the Kansai region of Western Japan, specifically Kyoto, Osaka, Kobe, 
Nara, Nagaokakyǀ, Amagasaki, and Kabutoyama. Film fans from neighboring areas also 
travelled to Kyoto to participate in the study, which comprised of the four key methods 
detailed below.  
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 I conducted a large-scale questionnaire project with eighty-three respondents at the 
Kyoto Culture Museum (Kyoto Bunka Hakubutsukan) in May 2016. From 2014 to 2018, I 
practiced participant observation at four sites, including the cinema theater of the museum, 
two independent film-viewing clubs in Kyoto, and a cinema in Osaka specializing LQ6KǀZD
period cinema (see Coates 2018a). I filmed interviews with ten participants each running, on 
average, two hours in length for a documentary film on the topic of cinema and memory 
(Coates 2018b), and conducted multiple follow-up interviews, supported by on-going 
exchange of letters and emails, with a core group of twenty participants.  
 Study participants were self-selecting, beginning with interested patrons of the Kyoto 
Culture Museum cinema and the two Kyoto film clubs, before expanding through word of 
mouth to over one hundred people living in the Kansai region, all of whom were born 
between 1925 and 1955. I focused on the Kansai region in order to add memories of the 
cinema culture of that area to a field that has largely focused on Tokyo film culture in the 
postwar era, particularly in English-language scholarship. Furthermore, that the major film 
FRPSDQLHV¶VHFRQGDU\VWXGLRVVSHFLDOL]LQJLQSHULRGGUamas were located in Kansai ensures a 
degree of interest and even insider knowledge among the residents of these areas, as a 
QXPEHUZRUNHGLQWKHILOPLQGXVWU\RUYROXQWHHUHGDVµH[WUD¶SHUIRUPHUVRQORFDWLRQ
shooting. Fieldwork in Kansai allowed for access to the memories of those with professional, 
familial, or personal relationships with the cinema industry, as well as fans and dedicated 
cinema-goers. 
 In the initial stages of the study, I found that women who expressed interest in the 
project were reluctant to adopt the expert witness stance favored by male study participants. 
This contradicted my expectations, based on previous studies of the content of popular 
cinema texts of the early postwar era (Coates 2016). Furthermore, studio marketing and 
directives published by the General Headquarters of the Occupation bureaucracy (GHQ) led 
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by the Supreme Commander of the Allied Powers (hereafter SCAP), specified the monetary 
and ideological imperatives of targeting female audiences, particularly female children. In 
order to ascertain the relation of female audiences to Japanese cinema, I began to ask study 
participants about their memories of accessing cinema theaters, uncovering significant 
differences between male and femDOHSDUWLFLSDQWV*LYHQWKHGLVSDULW\EHWZHHQ6&$3¶VIRFXV
on the re-educational value of the cinema for young female citizens, and the gender of the 
Occupation-era audience, this article analyses the memories of female study participants born 
between 1935 and 1945 to better understand the relation of this audience demographic to 
Occupation cinema. As the average first cinema visit of participants in the study was six 
\HDUVROGWKHVHPHPRULHVUHODWHWRSDUWLFLSDQWV¶HDUO\FKLOGKRRGDQGWHHQDJH\HDUVIURPage 
four to age seventeen, and have been restricted to the period of 1945 to 1952, excluding some 
comparative commentary on the years immediately before and after. All data has been 
anonymized using pseudonyms. 
 There is a significant gap between popular rHSUHVHQWDWLRQVRI\RXQJZRPHQ¶VUHODWLRQ
to popular culture and memories of everyday lived realities. Beginning with an overview of the 
representative trope of the young female popular culture consumer, this article explores 
historical documentation of girOV¶UHODWLRQVKLSVWRFLQHPDFXOWXUHEHIRUHRXWOLQLQJWKH
2FFXSDWLRQDXWKRULWLHV¶HIIRUWVWRXVHFLQHPDWRUH-educate young female citizens. The second 
part of the article explores memories of the lived realities of engagement with cinema culture, 
revealing a significant gap between 6&$3VWXGLRSHUVRQQHODQGDGYHUWLVHUV¶ imagined 
idealized transmission of cinema content and its reception by young female viewers. The 
question of young female audiences going to the cinema in postwar Japan is a pertinent one, as 
the girl consumer is an important figure in Japanese sociology and culture. This article 
investigates who exactly went to the cinema and what the experience was like for them. While 
it is difficult to generalize from case studies DQGLQWHUYLHZHHV¶PHPRULHVWKHVHWHVWLPRQLHV
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shed light on the situation of the time. Supported by data from industry reports and sources 
from Japanese fan magazines and period publications, this article seeks to provide 
documentation of the period to add a new perspective on the gender dynamics of the era. 
 
Female Audiences as Consumers: Representation Versus Lived Experience  
 In popular culture representations, from cinema to print media, the image of the 
young female character, in particular, is intimately connected with consumerism, from the 
magazine-buying and cake-eating girls of novels and manga (see Ting in this issue) to the 
young female characters of post-defeat cinema who model the latest Western fashions and 
FRQVXPHVWUDZEHUU\VKRUWFDNHIRUH[DPSOH+DUD6HWVXNRLQ2]X<DVXMLUǀ¶VLate Spring 
[Banshun], 1949). Many magazines, films, and novels featuring young female characters 
consuming are marketed to young female consumers, and in this way girls are recruited as the 
consumers of the very same cultural products that depict their consumption, feeding a cycle 
that restricts girl characters to consumer-focused roles and behaviors. Study participants who 
remember going to the cinema regularly at the age of four or five recalled the influence of 
marketing, particularly posters, on their desire to watch particular films. Participants in their 
early teens during the Occupation remembered the appeal of magazines showing young 
female stars selling make-up and other products, from the Kanebo advertisements featuring 
Takamine Hideko WR.DJDZD.\ǀNR¶V0RULQDJDFKRFRODWHFDPSDLJQRU0LVRUD+LEDUL¶V
endorsement of Columbia television sets. Yet in assessing the success of this marketing, we 
must also note that the girl-as-consumer is not always a positive picture. Popular media 
UHSUHVHQWDWLRQVWHQGWR³UHJDUGWKHJLUODVHLWKHUDPLQGOHVVFRQVXPHURUDSRZHUOHVVYLFWLP
FRQVXPHG´ (Aoyama 2008, 286). She is pictured, photographed, and filmed consuming, and 
viewers consume her image in turn. ,QYHVWLJDWLQJWKHOLYHGUHDOLWLHVRIJLUOV¶DQGWHHQDJHUV¶
experiences at the cinema during the Occupation and its immediate aftermath, we must 
remain aware of the gendered images onscreen and in film promotional materials and 
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advertising, and consider their impact on young female audiences¶ relations to the cinema. In 
this way, we can add nuance to the historical materials produced by SCAP that connect the 
exposure of young female audiences to cinema content with democratic re-education. 
 A number of elements in early postwar cinema culture, from film content to 
advertising, have been taken together with Occupation censorship discourse to imply a 
significant female audience for cinema in Japan over the period of 1945 to 1960, as Colleen 
Laird has noted (2012, 116). 8VLQJLQWHUYLHZHHV¶PHPRULHVGDWDIURPLQGXVWU\UHSRUWVDQG
sources from Japanese fan magazines and period publications, this article seeks to add nuance 
to our picture of who the early postwar audience was, why and how they appeared in the 
cinema theater, and how they engaged with ideologically-framed film texts, in order to 
broaden our understanding of the gender dynamics of the era. 
Extant historical scholarship reveals the role of cinema in the everyday lives of young 
female subjects of the same period. MDQ\JLUOV¶VFKRROVSODFHGUHVWULFWLRQVRQvisits to the 
cinema theater (Bae 2008, 359), suggesting that school-age female viewers wished to attend 
the cinema regularly (perhaps more regularly than teachers and parents would have liked). A 
significant number of study participants of both genders remembered agitating to be taken to 
the cinema by parents and older siblings, as well as being disciplined by teachers for 
becoming distracted by film posters and marketing while walking to and from school 
(Hashimoto 2016).  
Girls were clearly interested in the cinema, judging by discussions of cinema-related 
topics in magazines marketed to young female consumers, often including articles written by 
female teenagers (Bae 2008). Discourse on the cinema as both place and mode of 
entertainment or education reflected many pressing issues in everyday life. For example, in 
transcripts of two roundtable discussions on the subject of girl-boy relations published in the 
September 1951 issue of *LUOV¶)ULHQG(6KǀMRQRWRPR) magazine, the six middle- and high-
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school-age girls and six boys featured mention the cinema in relation to their changing social 
lives. Many of the girls speak negatively of the practice of going to the cinema alone with a 
boy (³6KǀMREDNDUL´ 1951, 74-75). Yet as Catherine Yoonah Bae (2008) notes, it was ³the 
activity of going to the movies (as a one-on-one date with a boy, and doing so secretively) 
UDWKHUWKDQWKHSDUWLFXODUFRQWHQWRIWKHPRYLHLWVHOIWKDWJDUQHUHGGLVDSSURYDO´ from other 
teenaged roundtable participants (350). While cinema content moved and inspired girls in 
fictional representations and in everyday life, actual access to the cinema could prove more 
problematic, as the ethnographic material below will show. 
 In the case study that follows, female audience members report memories of feeling 
shut out of the culturally hegemonic space of popular cinema, as well as their own re-
interpretations of film texts and star personas marketed directly towards them. In the early 
postwar era, engaging with cinema culture meant engaging directly with the Occupation, as 
film content was censored and modified with the explicit goal of politically influencing the 
audience. This article considers what it might mean for this generation of women to have 
experienced disproportionate restrictions in accessing the censored cinema texts of the early 
postwar era in their childhood years, and the implications of 6&$3¶VXVHRIcinema as a tool 
for re-education. 7KHQH[WVHFWLRQZLOOGLVFXVV6&$3¶Vinterventions in cinema content and 
audience perceptions of its effects²or lack thereof. 
 
Postwar Cinema Culture under Occupation 
Postwar cinema content was developed under strict information dissemination and 
censorship guidelines, with the goal of fundamentally reforming the Japanese way of life. 
Beginning the Occupation of Japan on September 2, 1945, the offices of SCAP headed by 
General Douglas MacArthur identified the cinema as a means to educate Japanese viewers 
away from prewar and wartime attitudes (H. Kitamura 2010, 42). On September 22, 1945, 
Head of the Motion Picture and Theatrical Division of the Civil Information and Education 
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Section (hereafter CIE) David Conde met with film and theater producers and forty Japanese 
Bureau of Information officials (Brandon 2006, 18). Reading from a draft document entitled 
³0HPRUDQGXPWRWKH-DSDQHVH(PSLUH,´ZULWWHQWZRGD\VHDUOLHUKHXUJHGWKRVe present to 
FRRSHUDWHZLWKWKH2FFXSDWLRQ¶VJRDOVSDUWLFXODUO\LQSURPRWLQJ³IXQGDPHQWDOOLEHUWLHV´DQG
³UHVSHFWIRUKXPDQULJKWV´ (SCAP 1945). Conde advised producers to develop entertainments 
to educate citizens about democracy, individualism, and self-government (Brandon 2006, 
18). While this particular draft was ultimately not sent to the Japanese government, SCAP 
soon circulated a ³Memorandum Concerning Elimination of Japanese Government Control of 
the Motion Picture Industry´ on October 16, 1945, directing an end to wartime censorship, 
³WRSHUPLWWKHLQGXVWU\WRUHIOHFWWKHGHPRFUDWLFDVSLUDWLRQVRIWKH-DSDQHVHSHRSOH´Allen 
1945, 3). On November 19, 1945, a list of thirteen themes and topics identified as 
problematic followed. Number nine targetHGPHGLDQDUUDWLYHVWKDW³GHDOWZLWKRUDSSURYHG
RIWKHVXERUGLQDWLRQRUGHJUDGDWLRQRIZRPHQ´DVXQGHVLUDEOHZKLOHQXPEHUWZHOYHZDUQHG
DJDLQVWVWRULHVDQGLPDJHVWKDW³DSSURYHGWKHH[SORLWDWLRQRIFKLOGUHQ´(H. Kitamura 2010, 
36; Brandon 2006, 94). Filmmaker Iwasaki Akira (1978), who was forced to work closely 
with the censors, recalled WKDWWKH2FFXSDWLRQSHUVRQQHO³ZHUHFRQYLQFHGWKDWFLQHPDZDVD
most important instrument for effecting the necessary changes to make Japan a peaceful and 
democrDWLFQDWLRQ´ 
Information Section personnel instructed Japanese filmmakers in the kind of content 
understood by the Occupiers to be desirable, assessing synopses and screenplays before final 
film prints were censored or suppressed. The Motion Picture division of the CIE, while not 
officially recognized as a censoring body, checked synopses, screenplays, and filming plans, 
while the Civil Censorship Detachment (hereafter CCD) examined prints. Finished products 
were often sent back to the studios for cuts or reworking; yet SCAP influence over film 
content was quite uneven and changed over time. Initially scenarios were examined by Conde 
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himself, despite having no knowledge of the Japanese language (Iwasaki 1978, 308). He was 
assisted by a number of Japanese-$PHULFDQRIILFHUVZKRP,ZDVDNLDOOHJHVKDG³OHVVWKDQ
SHUIHFWFRPPDQGRI-DSDQHVH´ Conde was replaced in July 1946 by George Gerke, a 
member of the Information Division with prewar experience in the American film industry. 
In June 1949, contents control was ceded to Eirin (Film Ethics Regulation Control 
Committee). Although independent from the Occupation and the Japanese government, Eirin 
followed guidelines similar to those of the CIE, continuing to ban depictions of militarism 
and nationalism, and limiting the number of period films (Hirano 1992, 98). Overall, 
impressing new social values on young Japanese minds was a central goal of film contents 
control between 1945 and 1952. 
The popularity of film grew rapidly from 1945, culminating in a peak admissions 
count of 1,127,452,000 in 1958 (Motion Picture Producers Association of Japan, 2017). In 
interviews, many viewers recall the Occupation era as one ³ZLWKRXWPDQ\HQWHUWDLQPHQWV´ 
(Koyama 2016) and the cinema is remembered as the major attraction for young children in 
particular, in comparison to radio broadcasts and reading materials. One interviewee referred 
WRWKHFLQHPDRIKLVFKLOGKRRGDV³NLQJRIHQWHUWDLQPHQWV´JRUDNXQRǀVDPD) (Takeda 2016), 
while another recalled begging his elder sister to take him to the theater again and again 
(Hashimoto 2016). In his final report on the Occupation, General MacArthur noted WKDW³7KH
prefectural team, SCAP, approached the Japanese people through a variety of channels; these 
included newspapers, motion pictures, street shows (kamishibai), radio programs, courses of 
instruction . . .´(MacArthur et. al. 1994, 203). The list goes on, but only two cited channels 
are child-oriented, and study participants clearly stated their preference for the cinema over 
street shows. In this sense, the cinema provided a young and impressionable audience for 
S&$3¶Vcarefully crafted and censored film content. 
This content IRFXVHGRQFRPPXQLFDWLQJ6&$3¶VNH\UHIRUPSULRULWLHVWRPDVV
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audiences. In October 1945, MacArthur included equal rights for female citizens in five 
priority reforms ranging from democratization to demilitarization. Universal suffrage, female 
admission to national universities, and the elimination of the prewar adultery law were 
ratified, and the Land Reform Law of October 1946 allowed female descendants to inherit 
family property for the first time. By May 1947, support for gender equality had been 
included in Article 24 of the postwar Constitution, while Article 14 outlawed discrimination 
on the basis of sex. The legal protection of gender equality was conceived as a means to 
democratize postwar Japan, and so filmmakers were advised to include gender-equal 
characters and narratives in cinema productions. 
It should be noted that while the larger number of legal articles, SCAP directives, and 
GHQ memos dealing with WKHTXHVWLRQRIJHQGHUXVHWKHWHUP³ZRPDQ´WRGHQRWHWKHWDUJHW
GHPRJUDSKLFRIWKHUHIRUPVXQGHUGLVFXVVLRQWKHWH[WVWKHPVHOYHVFOHDUO\OLQN³ZRPHQ´DQG
³FKLOGUHQ´DVWKHLQWHQGHGDXGLHQFHIRUHGXFDWLRQDERXWWKHQHZULJKWVDQGIUHHGRPV
available to these groupsUHIHUULQJWRVFKRROVDVZHOODVZRPHQ¶VJURXSVZKLFKVXJJHVWVWKH
inclusion of minors in the target demographic. For example, SCAP (1946-1949) Record 
³:RPHQ¶V$IIDLUV´LQFOXGHVWKHWUDQVFULSWRIDVSHHFKJLYHQE\(/HH at a number 
of social education conferences in many prefectures in Japan which identifies the 
³UHODWLRQVKLSVWKDWDUHFKDQJLQJZLWKGHPRFUDF\´LQFOXGLQJUHODWLRQVKLSVEHWZHHQFKLOGUHQ
and their parents, teachers and pupils, and romantic partners (1). The speaker counsels 
against gender segregation at all levels of society and specifically identifies the need for 
³PL[HG\RXQJSHRSOH¶VFOXEV´DQGWKHVRFLDOL]DWLRQRIFKLOGUHQLQDJHQGHU-equal manner (1).  
Occupation authorities emphasized the need for women, children, and students, as 
well as adult men, to educate themselves about what gender equality could mean for female 
citizens (Mayo 1984, 282). A ³3ROLWLFDO,QIRUPDWLRQ-(GXFDWLRQ3URJUDP´SUHSDUHGE\WKH
CIE in June 1948 called for all media branches to coordinate in an effort to make Japanese 
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audiences aware of the rights and responsibilities of democratic citizens (Tsuchiya 2002, 
196). The program advised liaising directly with Japanese film producers to persuade them to 
include material and themes related to the political education of the Japanese populace. In 
November, the program was developed into a 158-page book titled Information Programs, 
designed as reference material for all CIE officers (SCAP 1948). A CIE proposal for 
³LQVWLWXWLQJJHQGHUGHPRFUDF\´further suggested that politically informed film content could 
complement the political education conducted through community organizations, clubs, and 
education programs (Koikari 2002, 35). In the early postwar era and into the 1950s, as many 
-DSDQHVHFLWL]HQV³HPEUDFHGWKHRYHUZKHOPLQJOy popular rhetoric of democracy´ (Seraphim 
2006, 45), girls were encouraged to participate confidently in public democratic life by taking 
a variety of public stages, including those of the beauty contest (Aoyama 2008, 289), and 
even the film studio, as competitions for new film stars²such as the New Faces search²
gained popularity. Yet Occupation authorities and cinema industry personnel alike appear to 
have largely relied on the general popularity of film to bring young female viewers to the 
pro-democracy postwar cinema. 
 
The Occupation-Era Audience: Demographics and Disadvantaged Viewers 
There is some indication that individual producers and distributors attempted to 
ensure that young female citizens participated in postwar cinema culture. The Central Motion 
Picture Exchange (hereafter CMPE), which managed the distribution of US films, targeted 
features explicitly at a young female audience. This was exemplified by a postwar remake of 
Little Women (LeRoy 1949); pURPRWLRQDOHYHQWVLQFOXGHG³IRXU-sisters contests´ to which 
girls with four sisters could attend for free (H. Kitamura 2010, 102). Yet young female 
viewers at cinema theaters remained in the minority due to concerns about personal safety 
and reputation at the cinema, as well as competing GHPDQGVRQJLUO¶VWLPHPDGHE\IDPLO\
members and by school teachers.  
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The Sunday Audience Survey conducted by the Six Domestic Film Company 
3URGXFWLRQ0DWHULDOV6XUYH\*URXS+ǀJDURNXVKDVHLVDNXVKLU\RFKǀVDNDLQRQLFKL\ǀ
NDQN\DNXFKǀVD, which sampled the audience demographics on selected Sundays at cinemas 
around the country, indicates that the total postwar female audience peaked in 1956 with a 
turnout of 37.4 percent 8U\ǌ. Between 1955 and 1957, female viewers younger 
than nineteen averaged 10.7 percent of the total national cinema audience 8U\ǌ. 
Wartime surveys also show the general female audience to have been on average 
significantly less than fifty percent of the total (Hori 2018, 88). Studies of particular theaters 
show some outlying data; for example, a poll taken in the Shibuya and Ginza districts of 
Tokyo in late 1941 recorded a turnout of 41.1 percent female viewers, but this was 
considered ³DQDEVROXWHSUHGRPLQDQFH´GDQ]HQ\ǌVHL) at the time ((LJDMXQSǀ 1941, 54). In 
light of these figures, Hikari Hori (2018) DUJXHVWKDW³LWLVVDIHWRDVVXPHWKDWZRPHQYLHZHUV
ZHUHLQWKHPLQRULW\´DQGPRUHRYHU, ³LPPHGLDWHSRVWZDUVWDWLVWLFVGRVKRZWKDWPRUHPHQ
saw movies than women in the late 1940s and early 1950s´ (88).  
Survey takers found that female viewers were generally students and working women, 
both with disposable incomes (Hori 2002, 55). An audience survey from 1946 estimates the 
nationwide audience between the age of ten and twenty years old at 10 percent, viewers 
between twenty and thirty years old at 70 percent, viewers in their thirties at 12 percent, and 
viewers in their forties at only 3 percent (Eiga geijutsu nenkan 1947, 118). While I have not 
been able to find comprehensive figures for the gender demographics of the audience during 
the Occupation period, taking the 1956 gender demographics together with wartime surveys 
as well as anecdotal evidence from my ethnographic study, it seems reasonable to suggest 
that young female viewers may have been even less than five percent of the general 
commercial film theater audience during the Occupation.  
Young female viewers were disproportionately underrepresented in cinema audiences 
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compared to their numbers in the general postwar population. In 1945, the population was 
47.1 percent male and 52.9 percent female, with four million more female citizens than male; 
by 1950, female citizens outnumbered men by one million, or 51 percent to 49 percent, a 
demographic trend that continues today (Ministry of Internal Affairs and Communications, 
2017). People under nineteen years of age made up 47.6 percent of the total population of 
Japan in 1945, with girls at 23.7 percent, falling slightly to 45.7 percent in 1950, with girls at 
22.5 percent. Young people under the age of nineteen were almost half the total registered 
population of Japan during the Occupation. Kitamura .\ǀKHL¶V(2017) study of audience 
UHVSRQVHVWR.XURVDZD$NLUD¶VNo Regrets for Our Youth (Waga seishun ni kuinashi, 1946) 
demonstrates a significant gap between the attitudes of older and younger audiences to 
SCAP-approved cinema content. Exploring the memories of young female viewers of the 
Occupation-censored cinema can reveal much about communication and miscommunication 
EHWZHHQWKHHUD¶VODUJHVWDQGOHDVWSRZHUIXOJURXSFKLOGUHQDQGWHHQDJHUVDQGWKHVPDOOHVW
yet most powerful, Occupation personnel. This method also provides a counter-narrative to 
that established by the elite male viewers who authored the majority of the cinema reviews of 
the period, such as the university-educated critics published in The Movie Times (Kinema 
jXQSǀ) and Film Art (Eiga geijutsu). 
Girls and young women attended the cinema in significantly smaller numbers than 
male viewers, particularly when we consider their representation in the Occupation-era 
population as a whole. This pattern is borne out by nation-wide studies of fan activities: for 
example, annual surveys conducted by the film magazine Film Friend (Eiga no tomo) 
registered the gender of respondents as two-thirds male (H. Kitamura 2010, 165). Female 
children and teenagers did participate in writing to fan columns, and a number of the 
PDJD]LQH¶VDGYHUWLVHPHQWVZHUHIRUIHPDOH-oriented products such as lipstick (165). Yet 
editorial staff suggested that the lesser participation of female film fans indicated the 
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continuation RI³WUDGLWLRQDO´ social norms (Eiga no tomo 1951, 37), including the muting of 
female voices in the public sphere, particularly those of the young, less independent, and less 
well off.  
Given the thriving girls¶ magazine and manga industries documented in scholarship 
on VKǀMRmagazines (Aoyama 2008; Bae 2008), it seems significant that young female voices 
were muted in popular cinema discourse. When wHFRPSDUHJLUOV¶ participation in popular 
cinema discourse with the number of correspondents writing to *LUO¶V)ULHQG (6KǀMRQR
tomo), it seems clear that young women were not opting out of participation in cinema 
culture due to a general disinclination towards²or lack of precedent for±contributing to 
popular culture discourse. Of course, there are significant differences between the 
predominantly masculine film industry and WKHVWRULHVDQGOHWWHUV³ZULWWHQIRUDQGE\VKǀMR´ 
(Bae 2008, 356) that were published in VKǀMR magazines. Nonetheless, it seems odd that 
neither the Occupation authorities who oversaw gender-egalitarian film content targeted at 
girls, women, and younger viewers nor the studio personnel that actively marketed films to 
girls and \RXQJZRPHQZLWKDQH\HRQWKHVWXGLR¶VHFRQRPLFIXWXUH²nor even the 
advertising agencies employing film stars in order to target young female consumers²appear 
to have given much thought to how many female children and teenagers were actually in the 
cinema audience. From a commercial perspective, perhaps studios considered children a 
negligible audience demographic, as they did not control the spending of household income 
on cinema tickets. Yet a number of interviewees recalled being offered reduced prices or free 
entry at certain cinema theaters for being under the age of seven or ten (Koyama 2016; 
Kobayashi 2016), and so it would appear that individual theater management personnel 
recognized the value of recruiting children, who would often bring a full-fee-paying adult or 
older child with them. 
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The memories of the era related by viewers discussed below suggest that a number of 
factors prevented young female viewers from attending the cinema in the same numbers as 
boys. The next section presents an account of the cinema spaces of postwar Japan alongside 
YLHZHUV¶PHPRULHVRIhow they accessed those spaces in their youth, raising key issues 
regarding \RXQJIHPDOHYLHZHUV¶ engagement with the cinema and its narratives. Analyzing 
this material gives us a more nuanced sense of the impact of Occupation-approved film 
content on the everyday lives of young female citizens, and makes clear the significant 
physical barriers to accessing these censored cinema narratives. Taking such a grassroots 
view of Occupation communications complicates the top-down narratives preserved in SCAP 
documentation and the reports and memoirs of Occupation personnel (for example, 
MacArthur 1994) to demonstrate the limits of SCAP influence, and reminds us to assess such 
narratives as statements of intent rather than concrete achievement.  
 
Organizing the Audience: Cinema Theaters as Structuring Devices 
Cinema theaters in early postwar Japan were organized into three tiers: first-tier 
cinemas were the most expensive and showed the most recent films. Second- and third-tier 
cinemas showed older films, often in shabbier surroundings and using older prints and 
equipment. These theaters were cheaper and were popular with children and young families. 
In the Kansai region, first-UXQ³URDGVKRZ´ theaters were few: the Yasaka Kaikan in Kyoto, 
the ABC in Kobe, and the Sennichimae in Osaka (Terasawa 2010, 164). A number of 
cinemas had been destroyed or badly damaged by wartime bombing and fires. Yet Kyoto 
alone had as many as sixty film theaters between 1947 and 1956 .DWǀ), so choice was 
not limited except by the time and money available to the viewer. These factors correlate 
with age, gender, and social class, as well as geographical location. The choices on offer 
ranged from the modern and well-designed film theaters advertising heating and cooling 
technologies to the basic theaters located in less stylish parts of town or in the suburbs. 
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Family trips to the film theater involving children as young as four were generally limited to 
the second- and third-tier theaters, while the only questionnaire respondent whose first 
cinema encounter occurred in an up-market city center cinema was also the oldest, aged 
nineteen on her first visit.  
Attempts to improve and modernize film theaters were charted by local Kansai 
newspapers, which individual theaters used to communicate with their audiences about 
renovations and new rules. For example, in 1947 the Asahi Kaikan in Kyoto announced in the 
Kyoto shinbun that IURP0D\RIWKHVDPH\HDUWKH³VWXIILQJV\VWHP´ (tsumekomi shiki) that 
had seen popular screenings filled to standing cDSDFLW\ZRXOGEHUHSODFHGE\D³capacity 
OLPLWRQHVKRZLQJ´ system, in which the theater would be closed for entry after all seats were 
filled and audience members would be asked to leave the theater at the end of the film .DWǀ
1996). Due to audience dissatisfaction, this was replaced the following year with a 
substitution system whereby a viewer leaving before the end of the screening gave the empty 
seat to an arriving viewer, who could remain in the theater for the next screening of the same 
film.  
Female study participants in particular reported feeling uncomfortable and unsafe in 
packed theaters in their younger years. While the ³RMǀVDQ´ (young ladies) of wealthy families 
had no difficulty accessing elite cinemas, girls from poorer backgrounds struggled to afford 
the safer first-tier cinemas, yet hesitated to enter the rowdy and dirty second- and third-tier 
theaters. The question of class is generally a tricky one in today¶V-DSDQZLWKWKHODUJHVW
QXPEHURIWKHSRSXODWLRQLGHQWLI\LQJDVPLGGOHFODVV%\QRWLQJSDUHQWV¶RFFXSDWLRQs, family 
levels of education, and other factors such as connections to nobility and the royal family, 
however, I was able to ascertain that around one quarter of my study participants were from 
elite backgrounds. Access to ready funds appears to have been a more significant factor in 
cinema attendance than class, as female study participants from elite families recall attending 
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second- and third-tier cinema theaters (Yamashita 2016). Interviewees from elite families 
recalled some discussion of the impact of lower-tier cinema-JRLQJRQRQH¶VUHSXWDWLRQEXW
many remember being too young to take these issues very seriously (Otsuka 2016; Yamashita 
2016). 
While elite (largely male) critics publishing their accounts of Occupation-era cinema 
culture in popular magazines and journals like The Movie Times were more likely to attend 
the first-tier theaters screening new releases, younger viewers were generally restricted by 
cost and opportunity to the second- and third tier-cinemas. As discussed in more detail below, 
female study participants recalled being instructed by parents and teachers to view these 
spaces as dirty and dangerous. By contrast, male study respondents generally remembered the 
smoky, noisy atmosphere of the cinema theater as exciting and even glamorous, providing an 
opportunity to watch older male teenagers and men smoking through double-bill programs 
(Kishida 2016). The very physical organization of the cinema theater therefore contributed to 
IHPDOHVWXG\SDUWLFLSDQWV¶VHQVHRIEHLQJGLVSURSRUWLRQDWHO\UHVWULFWHGLQWKHLUFLQHPD-going 
compared to male study participants. 
Even when explicitly encouraged to go to the cinema, young female viewers met 
various obstacles to spending time freely there. Of those who recalled being asked to take 
very young children to the cinema, many female study participants remembered being forced 
to leave the theater or becoming distracted from the film onscreen by the behaviors and 
demands of younger siblings. A significant number of younger viewers, both male and 
female, recall forcing an older sister to leave the cinema theater or miss key moments of a 
film by crying, shouting, or otherwise behaving in a manner requiring intervention. For 
example, interviewee Hashimoto-san (2016) remembered his elder sister complaining that he 
FDXVHGKHU³VRPHDPRXQWRIWURXEOH´E\FU\LQJLQWKHFLQHPDGXULQJDVFUHHQLQJRIBoyhood 
(6KǀQHQNL, Kinoshita 1951).  
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The cinema could also be a rude awakening for young female viewers seduced by the 
glamour of film culture. While elegant first-tier cinemas advertised theater cooling 
techniques, including enormous blocks of ice with flowers frozen inside, the majority of 
female interviewees and questionnaire respondents recalled the dirt and stench of second- and 
third-tier theaters. Many noted the change in cinema culture from the Occupation era to the 
present. An anonymous questionnaire respondent born in 1943, who began attending the 
cinema in 1948 at the age of five, wrote, ³,QWKRVHGD\VWKHILOPtheaters ZHUHQ¶WVREHDXWLIXO
(utsukushikunai1RZWKH\ORRNOLNHKRWHOV´ A significant number of female interviewees 
and questionnaire respondents also mentioned the unpleasant smell of the cheap seats near 
the toilets. Yamashita-san (2016), born in 1946 recalled, ³7KHVPHOOZDVWHUULEOH´nioi ga 
kusai!). For children and younger viewers, these were the most affordable seats, though the 
stench could give the movie-viewing experience a sense of sufferance. Female study 
participants note these distractions more often than male participants, suggesting, at least, a 
discourse of female viewers being more sensitive to these considerations, if not an actual 
practice of such issues further dissuading girls from attending. Male participants did not 
discuss the conditions of the cinema theaters, except to note the prevalence of smoking. A 
number regretted that it is no longer possible to smoke, eat, and drink in film theaters. Only 
one male respondent remembered bringing a younger child to the cinema, whereas the rest 
remembered being brought to the theater by elder sisters or mothers. 
Younger girls were therefore limited in their access to cinema narratives by several 
factors, including the availability and willingness of an elder relative to bring them to the 
cinema. Expense further limited girls¶ ability to access the elegant first-tier cinemas where 
audience members could sit with friends and family, untroubled by the ³PDQ¶LQ´(packed) 
atmosphere of the cheaper theaters, per an anonymous questionnaire respondent in 2016. In 
the early postwar years, superior cinemas in Kyoto charged twenty-five or thirty yen, in 
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comparison to the twenty-yen tickets available at the second-tier cinemas. Several 
interviewees remembered visiting the cheaper Cineplex-style buildings where a number of 
small third-tier venues were crowded together inside a single structure. Many male 
interviewees recall entering the cinema without paying by claiming to have an urgent 
message for a friend inside the theater (Kishida 2016). In contrast, IHPDOHVWXG\SDUWLFLSDQWV¶ 
memories of accessing the cinema as children and teenagers in the early postwar era tend to 
feature warnings against visiting certain areas of town at certain times and reminders to 
remain with friends or family members, prohibiting the free entry enjoyed by their male 
peers. As Bae demonstrated above, going to the cinema alone with a boy also opened the 
young female viewer to criticism from other girls as well as adult family members and 
teachers. While Conde (1965) DUJXHGIRU³WKHPLVVLRQJLYHQWRILOP to democratize -DSDQ´
(251) and Occupation personnel identified the cinema as a key tool for the re-education of the 
Japanese populace, a significant imbalance in the gender of the postwar cinema audience, as 
well as differing ideals of acceptable cinema-going behaviors for male and female children 
and teens, raises questions about the efficacy of using the cinema to educate young female 
citizens. 
 
³*LUOV5HDGLQJ*LUOV´2QVFUHHQ: Interpreting Occupation-era Film Narratives 
The title of this section UHIHUHQFHV7RPRNR$R\DPDDQG%DUEDUD+DUWOH\¶VHGLWHG
volume Girl Reading Girl in Japan (2010), which examines the reading practices of real girls 
reading literary representations of girls in modern and contemporary Japan. It is my intention 
here to extend this approach to the film text, considering the impact of girl viewers ³reading´
the meanings of girl characters and their images and narratives on the democratic education 
of young female viewers under Occupation. Consideration of the varied modes of reading 
texts is crucial to understanding the limits of SCAP-approved cinema content for reforming 
everyday attitudes. Even when girls and young women could access the cinema, the reception 
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of film content designed to empower young female viewers was not consistent with the re-
education processes imagined by SCAP GHQ.  
Narratives that centered on female heroines taking their destinies into their own hands 
proliferated on the Japanese screen during the Occupation and its aftermath, both in Japanese 
film productions and in a large number of imported American and European films. SCAP 
controlled the import of foreign films to Japan with a heavy bias for American Hollywood 
SURGXFWLRQVDFFRUGLQJWRWKH³RQH-distributor-per-FRXQWU\UXOH´DQQRXQFHGLQ'HFHPEHU
1946 (Terasawa 2010, 55). In that year, thirty-nine American films, five foreign films of non-
American origin (imported before the war), and sixty-seven Japanese films were screened in 
cinemas. The CMPE was inaugurated in May 1947 as a private enterprise to import and 
distribute Hollywood films. By 1950, foreign imports had risen to 185, 133 of which were 
American (55). A new quota system was introduced in the same year to cap foreign imports 
based on the number of films from a particular country shown over the previous ten years. 
Many imports specifically targeted young viewers, as schoolchildren were imagined as a new 
generation with fewer ties to wartime ideology and greater potential to become ideal postwar 
democratic capitalist citizens. Humanist narratives about schoolchildren, educational 
documentary films, and animated films were aimed at this demographic.  
Yet the responses of young female viewers to film content selected for its democratic 
and gender-equal qualities could be significantly different from that imagined by censors and 
studio personnel. For example, Yamashita-san (born 1946) and Otsuka-san (born 1943) 
recalled their memories of 'LVQH\¶VCinderella (Geronimi et al, 1950), which premiered in 
Japan on March 7, 1952, as less than favorable. The two visited the cinema separately to see 
the film, aged six and nine respectively. Both recalled a negative initial response to the film, 
which they elaborated upon during our conversation by mocking the narrative and its 
characters, encouraging each other in escalating their attacks on the film and its perceived 
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morals. In this respect the recollections analyzed here must be understood as living memories 
rather than objective record. 
In Japanese advertising since 1952, Laura Miller (2008) notes, ³&LQGHUHOODLVXVHGWR
denote individual agency to overcome obstacOHVRUWRDFKLHYHRQH¶VGUHDPV´ (394). This is 
consistent with the Occupation policy of supporting the importation or creation of film texts 
that model democratic tropes such as independence, aspiration, and agency. By contrast, 
Yamashita-san and Otsuka-san (2017) remember understanding Cinderella as a ³selfish´ 
(wagamama) heroine making a silly fuss about a party. They questioned her choice to 
prioritize independence and romance over family, asking, ³:K\FRXOGQ¶WVKHMXVWVWD\DW
KRPH"´Cinderella¶Vinsistence that all single women had been invited to the ball was 
supposed to represent democratic reasoning, while her subsequent romance with Prince 
Charming emphasized young ZRPHQ¶Vrights to the independent pursuit of romantic love, as 
protected by the new Constitution. Both women did recall a childhood perception of new 
ideas of romance as the subject of much discussion, increasing as they entered their teenage 
years, and both subsequently made love matches in their early twenties rather than accepting 
arranged marriages. Furthermore, they recalled that local gossip disapproved of husbands and 
in-laws restricting young brides, and sympathized with young women oppressed by their 
families. These recollections, though mediated by the passage of time, would suggest some 
awareness of democratic treatment of women in romantic partnerships, if not gender-equal 
treatment exactly. In this sense, the values modeled by independent heroines like Cinderella 
are recalled as part of the discursive language of their childhood and teenage years. Yet 
Yamashita-san and Otsuka-san recalled their impressions of the heroine as needlessly 
IRUFHIXODQGGUDPDWLFDQGMRNHGWKDWVXFKSDVVLRQDWHGHIHQVHRIRQH¶VLQGHSHQGHQFHDQG
romantic happiness read very differently in Japan than they imagined it would in the United 
States. Both consciously and unconsciously, girls were influenced by cinema content, but not 
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always in the prescriptive manner imagined by Occupation officials, industry personnel, and 
advertising strategists. 
SCAP and the studios also attempted to reach young film viewers through the stars of 
the postwar studio systems in Japan and overseas. A number of American, European, and 
Japanese stars were marketed as emancipated female role models for young female viewers. 
Hara Setsuko (1920±2015), a wartime child star whose image was rehabilitated in the early 
postwar era E\.XURVDZD¶VKXPDQLVWNo Regrets for Our Youth, stood out among the popular 
Japanese actresses of the Occupation era for many study participants. Released on October 
.XURVDZD¶VILOPZDVDJUHDWVXFFHVVEXWGLYLGHGFULWLFVDQGDXGLHQFes. Kitamura 
.\ǀKHL (2017) notes that audiences were generally divided by age, with those aged between 
WHQDQGWZHQW\\HDUVROGVXSSRUWLQJWKHILOP¶VUHSUHVHQWDWLRQRI\RXWKZKLOHROGHUYLHZHUV
were critical (123). Readers of the two largest magazines for the ten to twenty age 
demographic, Film Fan (Eiga fan) and New Film (Shin eiga), YRWHG.XURVDZD¶VILOPWKHEHVW
of 1946 (131). Yet pubescent viewers from middle school age up to those in their early 
twenties record a very different experience of the film from that of older critics (131). 
Yuka Kanno (2011) argues that we can understand +DUD¶VQLFNQDPH³WKHHWHUQDO
YLUJLQ´LQUHODWLRQWR³WKHQDWLRQDOIDQWDV\RIWKHVKǀMRWKHJLUO´ Although Hara was 
in her mid-twenties during the Occupation, her star persona allowed for her to perform as a 
school-age girl in postwar films such aV.XURVDZD¶V Yet even young female viewers who 
considered Hara a successful modern woman struggled to see her as a practical role model. 
One female interviewee born in 1943, who began attending the cinema in 1949, articulated 
this difficulty in these terms: 
Hara Setsuko was so beautiful, and she had so many male fans. I thought she 
FHUWDLQO\ZDVQ¶WOLNHRWKHUJLUOV [«] But I always felt, how would you put it, 
she was a bit above everything. Maybe there were people like that in real life, 
 23 
you know, well, kind of closing their hearts (kokoro ni shimatte) and living out 
WKHLUZKROHOLYHVDORQH,WKRXJKW³:HOO,JXHVVWKHUHLVDOVRWKDWNLQGRIZD\
WROLYH´VǀLXLNLNDWDPRDUXQGDQƗWRRPRLPDVKLWD). (Koyama 2016) 
That ³kind of way to live´would have been difficult to imagine for female viewers 
looking for role models in the Japanese studio system of the Occupation period. Hara 
publicly chided reporters for the gossip and industry presses who quizzed her on her romantic 
life, insisting on heULQGHSHQGHQFHZKLFKOHGVRPHWREUDQGKHU³DORRI´NRNǀ) (Kawahara 
1947, 30). +DUD¶VLQVLVWHQFHRQSULYDF\ZDVLnterpreted as secrecy, either hiding a non-
heterosexual orientation (Kanno 2011), or as some speculate, covering a lifelong love for 
director 2]X<DVXMLUǀZLWKZKRPVKHZRUNHGRQVRPHRIKHUPRVWIDPRXVILOPVLQFOXGLQJ
WKH³1RULNRWULORJ\,´ comprised of Late Spring (1949), Early Summer (%DNXVKǌ, 1951), and 
Tokyo Story (Tokyo monogatari, 1953). Hara retired after the director died in 1963 and 
became a reclusive figure in the Kamakura area outside Tokyo. While the independent Hara 
lived out many of the new freedoms female citizens had gained after the ratification of the 
postwar Constitution in 1947, it would nonetheless have been very difficult to live as she had, 
fiercely independent and without a recognized family structure. The relentless probing of the 
gossip and industry presses, as well as a number of unfavorable publications attackLQJ+DUD¶V
character (Takada 1949, 31-33), demonstrated that such an independent way of living was not 
yet considered socially acceptable for young women. Female viewers such as Koyama-san 
seem to have recognized this, despite the SCAP propaganda embedded in popular film texts 
WKDWHQFRXUDJHG\RXQJZRPHQWREHLQGHSHQGHQWDQGSXUVXHWKHLUKHDUWV¶GHVLUHV.  
:KLOH+DUD¶VLQGHSHQGHQWOLIHVW\OHPD\KDYHDSSHDUHGQHZDQGSURJUHVVLYHWR
Occupation personnel and others in the early postwar years, she was not an entirely 
unfamiliar figure in the cinematic landscape. Her postwar star persona borrowed heavily from 
her prewar work, while erasing her participation in wartime propaganda films by 
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emphasizing her strong will and independent mindset. Furthermore, I want to suggest that 
+DUD¶VSXEOLFSHUVRQD may have been particularly readable for many female viewers due to 
her similarity to another key figure in popular culture aimed at girls and teenagers: Yoshiya 
Nobuko. Like Hara, Yoshiya never married, living with a IHPDOHSDUWQHULQ³XQFRQYHQWLRQDO´
circumstances (Dollase 2008, 331). Both Hara and Yoshiya participated in wartime 
propaganda productions, seduced by the greater career opportunities afforded young women 
who contributed to the war effort. While promoting nationalist sentiments during wartime, 
both women counter-intuitively maintained an affiliation with Western nations and cultures, 
during and after the war. Yoshiya publicly spoke about her admiration for the West and 
dressed in Western fashions in order tREH³regarded as having the modern and advanced 
qualities she associated with the West´ (331). Such public figures were instrumental in 
cementing the central place of imagined Western fashions, mannerisms, style, and consumer 
SURGXFWVLQJLUOV¶culture (see Ting 2019, this issue). Dollase (2008) argues that ³'reaming 
about the Western world helped Yoshiya and her audience escape the patriarchal reality. 
Western culture was part of their culture´ (332). Reference to and performances of mastery of 
Western culture was also a significant aspect of +DUD¶VDSSHDOIRUPDQ\\RXQJZRPHQ
watching her films in the postwar years. 
+DUD¶VVWDUSHUVRQDFKDPSLRQHGE\WKH2FFXSDWLRQ-era film industry as tailor-made 
for characters and narratives that would ³SHUPLWWKHLQGXVtry to reflect the democratic 
DVSLUDWLRQVRIWKH-DSDQHVHSHRSOH´$OOHQZDVEXLOWRQWKHOHJDF\RIDGLIIHUHQW
kind of young female independence²that permitted to young women during wartime, when 
DQXPEHURIHYHU\GD\VRFLDOQRUPVZHUHVXVSHQGHG,QWKHHDUO\SRVWZDU+DUD¶VSHUFHLYHG
Westernization and independent attitude were the target of a backlash from adult, educated, 
elite male film critics. Yet young female viewers remained attracted to her, finding in her 
Western dress and idiosyncratic mannerisms a model for their own behaviors.  
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One study participant who chose the English pseudonym Elizabeth and included 
English language material as well as Japanese in her questionnaire response recalled copying 
+DUD¶VVPLOHLQWKHPLUURU as a young girl and attempting to PLPLFKHUODXJK(OL]DEHWK¶Vuse 
of an Anglophone name and selected English phrases indicates an interest in or sense of 
affinity with Anglo-European culture. It therefore seems fitting that Elizabeth would indicate 
VRPHLGHQWLILFDWLRQZLWK+DUD¶VSXEOLFSHUVRQDLQIOHFWHGZLWKQRQ-Japanese characteristics. 
Hara was expressly associated in postwar film discourse with Westernized fashions 
(Tsukamoto 1947, 44), and fans and critics often speculated that she had Russian or German 
ancestry. These associations were only heightened by her breakout role in the German-
Japanese co-production The New Earth (Atarashiki tsuchi/The Daughter of the Samurai [Die 
Tochter des Samurai], Itami and Fanck, 1937). +DUD¶V:HVWHUQL]HGGUHVVDQGLQGHSHQGHQW
manner may have read to Occupation authorities as exemplary of the new democratic 
(capitalist) ideals to be encouraged in the young postwar population, but at the same time she 
embodied the continuation of certain values central to girls¶ popular culture of the 1930s and 
early 1940s, such as a spirit of adventure and familiarity with Anglo-European dress and 
trends+DUD¶VDSSHDOIRU\RXQJIHPDOHYLHZHUVFDQEHXQGHUVWRRGLQWKLVUHVSHFWDVDQ
instance of miscommunication between film contents controllers and their young female 
audience. 
Yet HYHQ+DUD¶VSHUVXDVLYHVWDUSHUVRQDZDVOLPLWHGLQLWVUH-educational value. While 
Elizabeth prizHG+DUD¶VH[RWLFLVPVKHUHFDOOVUHSURGXFLQJ only those behaviors understood 
as attractive in a highly traditional gendered sense, such as a graceful smile or laugh. She did 
QRWH[SUHVVDQ\GHVLUHWRFRS\+DUD¶VLFRQRFODVWLFDSSURDch to marriage and family. In this 
way, some film fans embraced female stars as role models, yet the impact of fan attractions 
on audiences¶ aspirations could not be controlled to the degree that SCAP and the studios 
appear to have imagined. Female fans laWFKHGRQWR+DUD¶V:HVWHUQL]HGDSSHDO
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contextualized by a wider history of appreciation for Anglo-European tropes in prewar JLUOV¶
culture but rejected her anti-romantic independent lifestyle just as strongly as others rejected 
&LQGHUHOOD¶VDOO-consuming focus on heterosexual romance. According to the memories of 
young female viewers, film narratives and star personas appear to have been unwieldy tools 
for engineering democratic re-education through cinema attendance. Considering the 
unpredictable nature of girls reading girls at the cinema alongside the obstacles to entering 
the theater recalled by female study participants, Occupation efforts to exploit the attractions 
of the cinema for re-education purposes seem questionable. 
 
Conclusion 
The ethnographic materials analyzed in this article suggest that, counter to the popular 
media image of the girl as an avid consumer, the disproportionate difficulties that female 
viewers between the ages of five and seventeen faced in entering cinemas in certain areas and 
at certain times, along with the distractions posed by caring for others within the space of the 
cinema itself, may have impeded the free consumption of cinema narratives. As these 
narratives were often censored and produced with a young female audience in mind during 
the Occupation, the barriers that girls and young women faced in entering the cinema directly 
undermined attempts to transmit inspiring images and narratives of female emancipation to 
young female viewers.   
The independent young female citizen may have been a prominent character in 
Japanese films of the postwar era, but she does not appear to have been in the cinema theater 
in the numbers that her fictional representations would lead us to assume. This ethnographic 
ILQGLQJOHDGVXVEDFN0DULDQ:ULJKW(GHOPDQ¶VIDPRXVSKUDVH³<RXFDQ¶WEHZKDW\RXFDQ¶W
VHH´&UHDWLQJPHGLDFRQWHQWto inspire new ways of living and behaving is not enough; the 
example of Occupation-era Japanese cinema shows that such content does not always reach 
its intended audience. By paying attention to who can be in certain spaces and under what 
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conditions, we can better understand the structural forces governing access to film and, 
subsequently, shaping gender ideologies. Furthermore, we must allow for the possibility of 
audiences reading against the grain, channeling the hidden histories of particular images, 
characters, or tropes, and revisiting their own readings with new interpretations over the years 
to come. 
%OHQGLQJWKHWHVWLPRQLHVRIFDVHVWXGLHVDQGLQWHUYLHZHHV¶PHPRULHVZLWKLQGXVWU\
reports and sources from Japanese fan magazines and period publications, we can add nuance 
to our understanding of cinema-going culture and consider a new perspective on the gender 
dynamics of the Occupation era. Following the idealized and imagined girl as consumer, a 
significant trope in Japanese sociology and culture, this article has explored the lived 
experience of \RXQJIHPDOHYLHZHUV¶ participation in film culture in postwar Japan, in order 
to better understand the complicated relation of young female audiences to the Occupation 
cinema and its censored content. Based on ethnographic evidence it would appear that ³WKH
mission given to film WRGHPRFUDWL]H-DSDQ´Conde 1965, 251) fell short in some significant 
ways in reaching young female citizens during Occupation. 
 
Acknowledgements 
I would like to thank the participants in my ethnographic project for their time and 
generosity, as well as Irene Gonzáles-López and Grace Ting for their support, and Alisa 
Freedman and two anonymous reviewers for their significant contributions to this 
manuscript. 
 
Works Cited 
 
Allen, H. W³(OLPLQDWLRQRI-DSDQHVH*RYHUQPHQW&RQWURORIWKH0RWLRQ3LFWXUH,QGXVWU\´
SCAPIN 146, October 16, 1945. Box 8565, Folder 31, SCAP records, National Archives (and 
online). http://dl.ndl.go.jp/info:ndljp/pid/9885209 (accessed January 3, 2019). 
 
 28 
 
Aoyama, Tomoko. 2008. ³7KH*LUOWKH%RG\DQGWKH1DWLRQLQ-DSDQDQGWKH3DFLILF5LP
,QWURGXFWLRQ´Asian Studies Review 32, no. 3: 285-292. 
 
Aoyama, Tomoko, and Barbara Hartley, eds. 2010. Girl Reading Girl in Japan. London: Routledge. 
 
Bae, Catherine Yoonah. 2008. ³*LUO0HHWV%R\0HHWV*LUO+HWHURVRFLDO5HODWLRQV:KROHVRPH
<RXWKDQG'HPRFUDF\LQ3RVWZDU-DSDQ´Asian Review 32, no. 3: 341-360. 
 
%UDQGRQ-DPHV5³0\WKDQG5HDOLW\$6WRU\RI.DEXNLGXULQJ$PHULFDQ&HQVRUVKLS45-
´Asian Theatre Journal 23, no. 1: 1-110. 
 
Coates, Jennifer. 2016. Making Icons: Repetition and the Female Image in Postwar Japanese 
Cinema, 1945-1962. Hong Kong: Hong Kong University Press. 
  
Coates, Jennifer. 2017³6RFLDOL]LQJWKH$XGLHQFH*RLQJWRWKH&LQHPDLQ3RVWZDU-DSDQ´
Participations 14, no. 2: 590-607. 
 
Coates, Jennifer. 2018a. ³$OWHUQDWLYH Viewership Practices in Kyoto, -DSDQ´ In The Handbook 
of Asian Cinema, edited by Aaron Magnan-Park, Gina Marchetti, and Tan See Kam, 221-
244. London: Palgrave MacMillan. 
 
Coates, Jennifer, director. 2018b. When Cinema Was King. https://vimeo.com/231839981 
 
Conde, David. 1965. 1LKRQHLJDQRVHQU\ǀVKL (The Occupation History of Japanese Cinema). Sekai 
237 (August): 251. 
 
Dollase, Hiromi Tsuchiya. 2008. ³*LUOVRQWKH+RPH)URQW$Q([DPLQDWLRQRI6KǀMRQRWRPR
Magazine 1937±´Asian Studies Review 32, no. 3: 323-339. 
 
Eiga geijutsu nenkan. 1947. Eiga geijutsu nenkan (Motion Picture Arts Yearbook 1947). Tokyo: 
Jijitsu shinsha. 
 
(LJDMXQSǀ³.DQN\DNXGǀWDLFKǀVD´$XGLHQFH'HPRJUDSKLF6XUYH\(LJDMXQSǀ(Film 
Report) (December 1): 54-56. 
 
Eiga no tomo. 1951. Fan Letters. Eiga no tomo (Film Friend) (April): 37. 
 
Fanck, Arnold. 1937. 7KH6DPXUDL¶V'DXJKWHU(Die Tochter Des Samurai, Atarashiki Tsuchi). J. O. 
Studios. 
 
Geronimi, Clyde, Hamilton Luske, and Wilfred Jackson, directors. 1950. Cinderella. Burbank: Walt 
Disney Studios Home Entertainment. DVD. 
 
Hashimoto Y. 2016. Personal interview. Screening Social Change: Investigating the Impact of 
Cinema on Viewer Attitudes and Memories in Japan 1945-1960, Japan Society for the 
Promotion of Science. Kaken number 16K16747. Kyoto, public café, November 24, 2016. 
 
Hori, Hikari. 2018. Promiscuous Media: Film and Visual Culture in Imperial Japan, 1926-1945. 
New York: Cornell University Press. 
 29 
 
+RUL+LNDUL³(LJDRPLUXNRWRWRNDWDUXNRWR0L]RJXFKL.HQMLµ<RUXQRRQQDWDFKL¶R
PHJXUXKLK\ǀMHQGƗNDQN\DNX´µ:RPHQRIWKH1LJKW¶DV)UDPHGE\WKH2FFXSDWLRQ
Era in Japan: Negotiations between Text, Critics, and Female Spectators). (L]ǀJDNX (Japan 
Society for Image Arts and Sciences) 68: 47-66. 
 
Hirano, Kyoko. 1992. Mr. Smith Goes to Tokyo. Washington: Smithsonian Institute Press. 
 
,ZDVDNL$NLUD³7KH2FFXSLHG6FUHHQ´Japan Quarterly 25 (3): 302-322. 
 
 
Kanno, Yuka. 2011. ³,PSOLFDWLRQDO6SHFWDWRUVKLS+DUD6HWVXNRDQGWKH4XHHU-RNH´Mechademia 
6, no. 1: 287-303. 
 
.DWǀ Mikiro. 1996. ³$+LVWRU\RI0RYLH7KHDWHrs and Audiences in Postwar Kyoto, The Capital of 
-DSDQHVH&LQHPD´Cinemagazinet! no. 1, 1996. http://www.cmn.hs.h.kyoto-
u.ac.jp/NO1/SUBJECT1/KYOTO.HTM (accessed October 21, 2017). 
 
Kawahara Michiko. 1947. ³+DUD6HWVXNRURQ´'LVFRXUVHRQ+DUD6HWVXNREiga Fan (Film Fan) 7, 
no. 6 (June): 30-31. 
 
Kinoshita Keisuke, director. 1951. 6KǀQHQNL %R\KRRG7RN\R6KǀFKLNX 
 
Kishida T. 2016. Personal interview. Screening Social Change: Investigating the Impact of Cinema 
on Viewer Attitudes and Memories in Japan 1945-1960, Japan Society for the Promotion of 
Science. Kaken number 16K16747. Kyoto, domestic address, October 23, 2016. 
 
Kitamura, Hiroshi. 2010. Screening Enlightenment: Hollywood and the Cultural Reconstruction of 
Defeated Japan. Ithaca: Cornell University Press. 
 
.LWDPXUD.\ǀKHL ³6XNXUƯQQLWǀHLVDUHUXµVHLVKXQ¶.XURVDZD$NLUDµ:DJDVHLVKXQQLNXL
QDVKLQRǀGLHQVX´Projected Youth on the Screen: The Audience of Kurosawa Akira's No 
Regrets for Our Youth). 0DVXNRP\XQLNƝVKRQNHQN\ǌ (Journal of Mass Communication 
Studies) 90: 123-142. 
 
Kobayashi T. 2016. Personal interview. Screening Social Change: Investigating the Impact of 
Cinema on Viewer Attitudes and Memories in Japan 1945-1960, Japan Society for the 
Promotion of Science Kaken number 16K16747. Kyoto, Kyoto University, August 14, 2016. 
 
Koikari, Mire. 2002. ³([SRUWLQJ'HPRFUDF\"$PHULFDQ:RPHQµ)HPLQLVW5HIRUPV¶DQG3ROLWLFVRI
Imperialism in the U.S. Occupation of Japan 1945-´)URQWLHUV$-RXUQDORI:RPHQ¶V
Studies 23, no. 1: 23-45. 
 
Koyama M. 2016. Personal interview. Screening Social Change: Investigating the Impact of Cinema 
on Viewer Attitudes and Memories in Japan 1945-1960, Japan Society for the Promotion of 
Science Kaken number 16K16747. Kyoto, domestic address, October 17, 2016. 
 
Kurosawa Akira, director. 1946. Waga seishun ni kui nashi (No Regrets for Our Youth). (Tokyo: 
Toho) New York: Criterion Collection. DVD. 
 
 30 
Laird, Colleen. 2012. 6HD&KDQJH-DSDQ¶V1HZ:DYHRI)HPDOH'LUHFWRUV. Ph.D. diss., University 
of Oregon. 
 
LeRoy, Mervyn, director. 1949. Little Women. Burbank: Warner Home Video. DVD. 
 
Mayo, Marlene. 1984. ³&LYLO&HQVRUVKLSDQG0HGLD&RQWUROLQ(DUO\2FFXSLHG-DSDQ)URP
0LQLPXPWR6WULQJHQW6XUYHLOODQFH´,QAmericans as Proconsuls: United State Military 
Government 1944±1952, edited by Robert Wolfe, 263±320. Carbondale: Southern Illinois 
University Press. 
 
MacArthur, Douglas, and staff. 1994. Reports of General MacArthur: MacArthur in Japan: The 
Occupation: Military Phase vol. 1. Department of the Army. 
 
Miller, Laura. 2008. ³-DSDQ
V&LQGHUHOOD0RWLI%HDXW\,QGXVWU\DQG0DVV&XOWXUH,QWHUSUHWDWLRQVRI
D3RSXODU,FRQ´Asian Studies Review 32, no. 3: 393-409. 
 
Ministry of Internal Affairs and Communications. 2017. Official Statistics of Japan. http://www.e-
stat.go.jp/SG1/estat/List.do?bid=000001007702&cycode=0 (accessed September 27 2017). 
 
Motion Picture Producers Association of Japan (Eiren). 2017. Statistics of Film Industry in Japan. 
http://www.eiren.org/statistics_e/index.html (accessed October 27 2017). 
 
Otsuka J. 2016. Personal interview. Screening Social Change: Investigating the Impact of Cinema on 
Viewer Attitudes and Memories in Japan 1945-1960, Japan Society for the Promotion of 
Science. Kaken number 16K16747. Kyoto, public café, July 11, 2016. 
 
2]X<DVXMLUǀ, director. 1949. Banshun (Late Spring). Tokyo: 6KǀFKLNX. DVD. 
 
2]X<DVXMLUǀ, director. 1951. %DNXVKǌ (Early Summer). Tokyo: 6KǀFKLNX. DVD. 
 
2]X<DVXMLUǀ, director. 1953. Tokyo monogatari (Tokyo Story). Tokyo: 6KǀFKLNX. DVD. 
 
SCAP (Supreme Commander of the Allied Powers) General HQ. 1945. ³,QGLFDWLRQRI3URGXFWLRQ
3ULQFLSOHVRI,'6´'UDIW0HPRUDQGXPWR-DSDQHVH(PSLUHissued by General Headquarters 
of Allied Forces, September 22, 1945, Box 8563. 
 
SCAP (Supreme Commander of the Allied Powers) General HQ . 1946-³:RPHQ¶V
AffairV´)HEUXDU\-January 1949, Folder 28, Box 2879. 
 
SCAP (Supreme Commander of the Allied Powers) General HQ³3ROLWLFDO,QIRUPDWLRQ-
(GXFDWLRQ3URJUDP´1DWLRQDO$UFKLYHV,,DW&ROOHJH3DUN0DU\ODQG5**+46&$3
CI&E, Box 5305, file 12 and 15.  
 
Seraphim, Franziska. 2006. War Memory and Social Politics in Japan, 1945-2005. Cambridge, 
Massachusetts: Harvard University Press. 
 
³6KǀMREDNDULQR]DGDQNDLULVǀQRVKǀQHQULVǀQRNǀVDL´6KǀMR-only Roundtable: Ideal Boys, Ideal 
Friendships). 1951. 6KǀMRQRWRPR *LUOV¶)ULHQG44, no. 10 (September): 72±77. 
 
Takada Hideki. 1949. ³+DUD6HWVXNRVDn ni sasaguru koibun´ (A Love Letter to Setsuko Hara). Eiga 
 31 
Fan (Film Fan) 9, no. 10 (October): 31±33. 
 
Takeda T. 2016. Personal interview. Screening Social Change: Investigating the Impact of Cinema 
on Viewer Attitudes and Memories in Japan 1945-1960, Japan Society for the Promotion of 
Science. Kaken number 16K16747. Kyoto, domestic address, November 18, 2016. 
 
Terasawa, Kanako. 2010. (QGXULQJ(QFRXQWHU+ROO\ZRRG&LQHPDDQG-DSDQHVH:RPHQ¶V0HPRU\
of the Post-war Experience. Ph.D diss., University of London. 
 
Tsuchiya, Yuka. 2002. ³,PDJLQHG$PHULFDLQ2FFXSLHG-DSDQ5H-)Educational Films͒Shown by 
the U.S. Occupation Forces to the Japanese, 1948±´The Japanese Journal of American 
Studies, no. 13: 193-213. 
 
7VXNDPRWR-LUǀ1947. ³'are ka iFKLEDQRVKDUHND"´:KRLVWKH0RVW6tylish?). Eiga Bunko (Film 
Library) 2 (October): 42±44. 
 
8U\ǌ, Tadao. 1967. ³(LJDIXNNǀZDMRVHLQRGǀLQNDUDMRVHLNDQN\DNXJHQVKǀQRGRQVRNRZD
VXJLWD´&LQHPD5HFRYHU\%HJLQVZLWK:RPHQ¶VMobilization: Female Audience Decrease 
Hits Bottom). .LQHPD-XQSǀ (The Movie Times), no. 450: 88-91. 
 
Wada-Marciano, Mitsuyo. 2008. Nippon Modern: Japanese Cinema of the 1920s and 1930s. 
Honolulu+DZDL¶L8QLYHUVLW\3UHVV. 
 
Yamashita M. 2016. Personal interview. Screening Social Change: Investigating the Impact of 
Cinema on Viewer Attitudes and Memories in Japan 1945-1960, Japan Society for the 
Promotion of Science. Kaken number 16K16747. Kyoto, public café, July 11, 2016. 
 
Yamashita M. and Otsuka T. 2017. Personal interview. Screening Social Change: Investigating the 
Impact of Cinema on Viewer Attitudes and Memories in Japan 1945-1960, Japan Society for 
the Promotion of Science. Kaken number 16K16747. Kyoto, public café, February 22, 2017. 
